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なか、最初の出版からわずか 4ヶ月後、後に高名な批評家となるエドモン
ド・ウィルソン（Edmund Wilson）に宛てた手紙（1923年 11月 25日付）
で、ヘミングウェイは早くもアンダソンの影響を明確に否定することにな
る。
No I don’t think My Old Man derives from Anderson. It is about a boy 
and his father and race-horses. Sherwood has written about boys and 
horses. But very diﬀ erently. It derives from boys and horses. Anderson 
derives from boys and horses. I don’t think they’re anything alike. I 




からないんだ（But I don’t know.）」という言葉は、アンダソン作品の（タ




































I guess looking at it, now, my old man was cut out for a fat guy, one of 
those regular little roly fat guys you see around, but he sure never got 
that way, except a little toward the last, and then it wasn’t his fault, he 
was riding over the jumps only and he could aﬀ ord to carry plenty of 
weight then. I remember the way he’d pull on a rubber shirt over a cou-
ple of jerseys and a big sweat shirt over that, and get me to run with him 
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in the forenoon in the hot sun. He’d have, maybe, taken a trial trip with 
one of Razzo’s skins early in the morning after just getting in from Tori-
no at four o’clock in the morning and beating it out to the stables in a 
cab and then with the dew all over everything and the sun just starting 
to get going, I’d help him pull oﬀ  his boots and he’d get into a pair of 





Gee, it’s awful when they go by you and then you have to watch them go 
farther away and get smaller and smaller and then all bunched up on the 
turns and then come around towards into the stretch and you feel like 
swearing and god-damming worse and worse. （IOT 123）
こうした一文の長さ、カンマの少なさとともに、ところどころで文章がも
つある種のリズム、音楽性にも気づく。
I’d come back and sit down beside him and he’d pull a rope out  of his 
pocket and start skipping rope out  in the sun with the sweat pouring oﬀ  
his face and him skipping rope out  in the white dust with the rope 
going cloppetty, cloppetty, clop, clop, clop  and the sun hotter, and him 
working harder up and down  a patch of the road. Say, it was a treat to 
see my old man skip rope, too. He could whirr it fast or lop it slow and 
fancy. Say, you ought to have seen wops look at us sometimes, when 
they’d come by, going into town walking along with big white steers 
hauling the cart. Th ey sure looked as though they thought the old man 
was nuts. He’d start the rope whirring till they’d stop dead still and 
watch him, then give the steers a cluck and a poke with the goad and get 
going again. （IOT 116; emphasis mine）
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上の引用では同じ言葉（rope, out）の繰り返しや ing形の多用（skipping, 
pouring, going, working, walking, hauling, whirring）、リズムのある単語の
繰り返し（cloppetty, cloppety, clop, clop, clop）、口語の使用（say, wop, nuts）
が特徴的で、動的で音楽的な文体と言える。
次の引用でもこれまで述べた特徴、すなわち長い一文、カンマの少なさ、







Th en a couple of guys came in and one of them patted me on the back 
and then went over and looked at my old man and then pulled a sheet 
oﬀ  the cot and spread it over him; and the other was telephoning in 
French for them to send the ambulance to take him out to Maisons. And 
I couldn’t stop crying, crying and choking, sort of, and George Gardner 
came in and sat down beside me on the ﬂ oor and put his arm around me 
and says, “Come on, Joe, old boy. Get up and we’ll go out and wait for 

















1872年に、遅くとも 1873年 4月までに」（Adam 10）四本足が離れる瞬間
があることを証明した。マイブリッジはその後、走る馬の写真一コマ一コ
マをひとつなぎにして動く写真として再構成できる装置「ズープラクシス
図 1　Mohammed running, stride 15 ft, 9 in. ［Palo Alto］




































ングウェイの 1920 年代パリ回想録『移動祝祭日』（A Moveable Feast）
（1964）でも書かれるように、4 スタインは言葉の繰り返しによるリズムや
音楽性に着目し、ヘミングウェイが校正を行った『アメリカ人の成り立ち』









One was quite certain that for a long part of his being one being living 
he had been trying to be certain that he was wrong in doing what he was 
doing and then when he could not come to be certain that he had been 
wrong in doing what he had been doing, when he had completely con-
vinced himself that he would not come to be certain that he had been 
wrong in doing what he had been doing he was really certain then that 
he was a great one and he certainly was a great one. Certainly every one 






In the beginning and I will read you some portraits to show you this I 
continued to do what I was doing in the Making of Americans, I was 
doing what the cinema was doing, I was making a continuous succession 
of the statement of what that person was until I had not many things but 
one thing. . . . In a cinema picture no two pictures are exactly alike each 
one is just that much diﬀ erent from the one before. （“Portraits and Rep-






I of course did not think of it ［a continuous succession of the state-
ment］ in terms of the cinema, in fact I doubt whether at that time I had 
ever seen a cinema but, and I cannot repeat this too often any one is of 
one’s period and this our period was undoubtedly the period of the cin-
ema, and series production. And each of us in our own way are bound to 
express what the world in which we are living is doing. （“Portraits and 



























And George Gardner looked at me to see if I’d heard and I had all right 
and he said, “Don’t you listen to what those bums said, Joe. Your old 
man was one swell guy.”
      But I don’t know. Seems like when they get started they don’t leave a 




















Nick knew the trout’s teeth would cut through the snell of the hook. Th e 
hook would imbed itself in his jaw. He’d bet the trout was angry. Any-
thing that size would be angry. Th at was a trout. He had been solidly 
hooked. Solid as a rock. He felt like a rock, too, before he started oﬀ . By 
God, he was a big one. By God, he was the biggest one I ever heard of. 








る（「インディアン・キャンプ」（“Indian Camp”）、「三日吹く風」 （“Th e 
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Th ree-Day Blow”）、「格闘家」 （“Th e Battler”）など）。ここで思い起こすべ
きは、ヘミングウェイがこの短編集全体の意図を双眼鏡によるズームアッ
プというレンズの比喩で表現していることだ。
Finished the book of 14 stories with a chapter ［of］ In Our Time between 
each story̶that is the way they were meant to go̶to give the picture of 
the whole between examining it in detail. Like looking with your eyes at 
something, say a passing coast line, and then looking at it with 15X bin-
oculars. Or, rather, maybe, looking at it and then going in and living in 











＊本稿は 2017年 5月 20日に静岡大学で開催された日本ヘミングウェイ協会ワー
クショップにおける口頭発表に加筆修正したものである。
1 Smith, Paul. A Reader’s Guide to the Short Stories of Ernest Hemingway. 13頁参照。
アンダソン作品「わけを知りたい」のフィルターを通して「ぼくの父さん」を解釈
したのは Sheridan Baker, Carlos Baker, Arthur Waldhorn。「少年ジョーの無垢やナ
イーブさ」「父親への幻滅」「センチメンタリティ」といった「わけを知りたい」を




3 “Th e movies ruined everything. Like talking about something good. Th at was 
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what had made the war unreal. Too much talking.” （NAS 237）
4 “She had discovered many truths about rhythms and the uses of words in repeti-
tion that were valid and valuable and she talked well about them. But she disliked the 
drudgery of revision and the obligation to make her writing intelligible, although she 
needed to have publication and oﬃ  cial acceptance, especially for the unbelievably long 
book called Th e Making of Americans.” （MF 17）
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